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INTRODUCTION 

The enjoyment of art is a question of habit. 

This is a generalization which we might not accept in 
its entirety, but which is true, when we consider the taste 
and the preferences of the larger public. The misunder- 
standing and the lack of enjoyment of modern art has to 
be attributed to a great extent to that attitude. 

Therefore when a group of artists arranged in the 
Spring of 1916 the first exhibition in these galleries they 
knew beforehand that their efforts for a free and un- 
hampered development of art would find little recognition 
and much opposition. It was intended to disregard mo- 
mentary disapproval and let time do its work. The sub- 
sequent exhibitions confirmed the expectations of the 
previous years. Gradually the public took a greater in- 
terest in modern art and made a serious effort to ap- 
proach the work of the artists. On the other hand the 
artist's work evolved out of theoretical experimentations 
into a larger comprehension of life and its impulses, dis- 
carding their personal differences to meet on the ground 
of common sympathies and ideals. 

The artists and the public are drawing nearer together 
and one of the purposes of these exhibitions is to bring 
about an approach between the two. 

As in the preceding years one of the exhibitors has 
been asked to contribute a preface to the catalogue, not 
as an intioduction to the exhibition, but in order to ex- 
press his ideas about esthetic problems which are of in- 
terest to the art world. The intention is not to judge 
art manifestation but to clarify certain fixed ideas about 
art, ideas which have produced an over-estimation of our 
present day art production and an undervaluation of the 
possibilities of the future. There is no progress without 
struggle and discussion and no limitation to art possibil- 
ities. Art follows the eternal laws of life and manifests 
itself in continuous beginnings. To criticize art mani- 



festations is easy, to judge their intrinsic value is difficult. 
We therefore ask the public to discard old formulas of 
criticism and try to approach unprejudiced the inner 
meaning of the work in this exhibition and respond spon- 
taneously. S. B. 



ART EUROPEEN--ART AMERICAIN 

J'ai souvent entendu reprocher a la peinture et a la 
sculpture americaines de n'etre que des deformations 
amoindries de la peinture et de la sculpture europeennes 
et j'ai en vain essaye d'imaginer ce que pourrait bien etre 
un art americam original. 

La constitution organique de 1' Amerique n'a nullement 
suivi le meme processus que celle des pays d'Europe. 
C'est le produit d'une superposition d'elements disparates 
europeens sur un continent oublie et enfin retrouve. Le 
folklore americain appartient aux tribus mdiennes. II n'y 
a aucune correspondance entre elles et les emigrants qui 
les refoulerent devant eux. Comment voudrait-on que des 
conquerants solides et sanquins, marques par leur propre 
evolution humaine accomplie par ailleurs puissent tout a 
coup tout oublier de leurs traditions et redevenir vierges 
comme aux temps de la premiere apparition de 1'homme 
sur la terre? Depuis Colomb jusqu'au temps actuel ceux 
qui vinrent en Amerique y apporterent avec eux leurs 
souvenirs dans leurs bagages et ces souvenirs c'etait toute 
l'Europe de leur Passe et de leurs desirs. Ainsi le coeur 
de l'Europe continua-t-il a regler les battements de l'artere 
americaine sur son propre rythme. 

Les nouveaux venus en Amerique durent pendant long- 
temps negliger les valeurs spirituelles pour porter leur ef- 
fort sur le obstacless materiels qui les harcelaient. 

Cependant comme les valeurs spirituelles sont indis- 
pensables a 1'homme autant que les valeurs materielles, et 
indestructibles, elles persisterent neamoins, si elles se veti- 
rent de la poesie triste des vieille choses nostalgiques. 

Ainsi peut-on comprendre sans s'en indigner les redites 
et les pastiches de l'Europe qui encombrent le nouveau 
continent. De n'y plus trouver fame qui les embrasa il 
n'y a pas lieu de s'etonner. Les mysterieux artisans qui 
les firent eclore etaient morts sans heritiers en Europe. 



Ceux qui vinrent ici n'en connaissaient pas les secrets spir- 
ituels. lis se contenterent de repeter l'image connue sans 
se preocuper des raison-s profondes qui la feconderent. 

Venus de V Europe, les regards de l'Amerique se tour- 
nerent constamment vers VEurope. Europeens d'abord, 
les Americains ont avant tout les culte de l'Europe. Leur 
raison d'etre est d'avoir tente une fusion europeenne en 
dehors de l'Europe et d'avoir voulu organiser un ensemble 
homogene avec les elements en apparence hetorogenes du 
vieux monde. 

L'art actuel de l'Amerique illustre parfaitement sa 
verite. S'il est impersonel c'est sa vigeur meme. S'il est 
fait de tous les essors nouveaux europeens, en cela il ne 
fait qu'obeir a la loi. Pourquoi le mesestimerait-on ? A 
ne le considerer que dans sa faiblesse particuliere on risque 
de ne le jamais comprendre, on risque surtout de ne pas 
comprendre le developpement meme de l'humain. 

L'art actuel americain ne possedvera jamais les particu- 
larites de terroir de l'art europeen. J'insiste, il n'a pas 
jailli du sol americain, il n'est pas l'esprit de l'homme qui 
s'y forma, il n'a pas connu la souffrance des balbutiements 
de l'enfance d'un noyau d'humanite, jamais une vague 
religieuse ne le souleva vers le ciel. 

Mais il s'adapte a toutes les varieties de la flore artis- 
tique d'outreocean. II reflete toutes les tendances, toutes 
les ecoles, toutes les nuances. II melange tout, il utilise 
tout. Et c'est precisement sa force cette chute tete la 
premiere dans VimpersonnaUte. 

Alors que l'europeen s'entete dans Vindividualisme, alors 
que chaque artiste d'Europe est preoccupe de defendre sa 
solitude en inventant constamment des credo nouveaux, 
l'artiste americain se satisfait des mouvements artistiques 
d'Europe pour regler son propre mouvement. 

L'art europeen ne possede pas encore une verite spiri- 
tnelle unique pour s'epanouide nouveau en plein ceil, il se 
soutient peniblemenet sur la croyance en autant de verites 
qu'il y a d'mdividus. L'art americain possede deja une 



verite spirituelle unique quoique discutable, il a pour 
s'exalter la foi dans l'art europeen. L'illusion nourrit un 
ideal general et l'art americain est generalisation. 

Pour le moment, ce sont les memes hommes qui recon- 
struisirent les cathedrale et les chateaux italians et fran- 
9ais qui reprennent les aspects de l'art europeen moderne. 

En Europe l'image s'etiole de la division animique. En 
Amerique l'image est denuee d'ame. Mais gardons nous 
de condamner sans reflechir les uns et les autres. Lorsque 
un ensemble humain atteint un lieu supreme ou se revele 
une ame, c'est cette dme, cette conscience qui cree sa chry- 
salide par la metamorphose. Chrysalide de Voeuvre d'art 
qqe la conscience douloureuse a concue. Mais conscience 
UNIQUE voulart une unique chrysalide et non des fra- 
gmentations de consciences individuelles eperdues s'effor- 
cant a, des fragmentations individuelles de chrysalides. 

Ne reprendre que la figure de la chrysalide c'est ignorer 
qu'une ame l'habite. Mais devant les milliers de chrysa- 
lides essayer de tout concilier pour n'en faire qu'une c'est 
neamoins une conscience qui bat de laile. C'est une pre- 
science de la lot en depit de la valeur physique qui pre- 
domine sur la vraie valeur spirituelle. 

En Europe dira-t-on il y a plus d'originalites qu'en 
Amerique. C'est un phenomene de cause a effet, mais c'est 
la faiblesse meme de l'art europeen. Toute ceuvre d'art s'y 
veut a priori originale, partant independcmte. Tournons 
nous, non pas vers le Passe europeen exclusivement, mais 
vers le Passe humain dans son integrite. Que voyons 
nous? La PREUVE que toutes les fois que la CON- 
SCIENCE GENERALE etait pres de sa forme ultime une 
grande explosion d'art se produisait. Asie, Afrique 
Europe portent les cicatrices merveilleuses de ces moments 
de spiritualisation ou l'espece se cristallisait en bloc unique, 
ou l'individu etait le serviteur attentif de sa FOI. Epo- 
ques d'art impersonneUes ou la pate humaine se gonflait 
jusqu'au divin. L'artisan etait impersonnel et consciem- 
ment dependant. Ainsi purent etre enfantees dnas la dis- 



cipline des oeuvres monumentales de hautes portees et de 
longue haleine. 

U origin alite des europeens est — ou etait — le resultat 
de leur detresse spirituelle. Originalite qui ne se deploye 
que sur un materialisme objectif ou dans le jeu des specu- 
lations intellectueUes solitaires. Et toujours malgre les 
confusions, le materialisme s'etale que ce soit dans Vart dit 
realiste ou dans Vart a formule esoterique. Peut-t-il 
en etre autrement ? l'art etant le fruit savoureux de l'arbre 
en plein epanouissement et le fruit ne pouvant murir sur 
l'arbre chetif ou la seve se distribue mal. 

L'impersonnalite des americains est le resultat de leur 
verite spirituelle. Impersonnalite qui se deploye sur la 
valeur qu'ils attribuent a l'Europe, a tort- ou a, raison 
qu'importe, mais existant de par cette foi. 

Alors que l'Europe s'eparpillait en individualisme, 
l'Ameerique se ramassait en faisceau. II est possible que 
demain l'Europe se reforme unique mais des a present 
l'Amerique a deja une forme totale. 

Regarder chaque individu isolement en Amerique, le 
juger au point de vue europeen serait commettre une 
grave erreur. L'art americain doit etre vu dans son en- 
semble, en concordance non en discordance, par sa poussee 
interne non par son visage exterieur. Et ce sera le moyen 
d'y trouver des joies et des securites de le comprendre et 
de l'aimer en de hors de ses faiblesses memes. L'art n'a 
jamais eu pour fin l'imitation materielle aves ses multiples 
consequences et ses multiples compromis, l'art a toujours 
ete le revetement plastique d'une valeur spirituelle animant 
une fraction du tout et le sera demain, d'uneVALEUR 
SPIRITUELLE UNIVERSELLE. 

Al/BEET GLEIZES. 



TRANSLATION 

I have often heard American painting and American 
sculpture censured for being but a feeble distortion of 
European painting and European sculpture, and I have 
in vain endeavored to conceive wliat an original American 
art might be. 

The organic construction of America has in no way fol- 
lowed the same processes as that of the countries of 
Europe. It is the result of a superposition of incongruous 
European elements on a lost continent finally rediscov- 
ered. 

American Folklore belongs to the Indian Tribes — There 
is no concurrence between these people and the emigrants 
who drove them back before them. How could we expect 
that the impetuous and eager conquerors, stamped al- 
ready by their own human evolution elsewhere, could sud- 
denly forget all their traditions and become as simple as 
at the time of the first appearance of man on earth? 

Since Columbus to this day those who come to America 
bring with them their memories in their luggage, and these 
memories are the Europe of their past and their desires. 
Thus the heart of Europe continues to regulate the beats 
of American artery to its own proper rhythm. The new- 
comers in America for a long time undoubtedly were com- 
pelled to neglect the spiritual values in order to give their 
entire effort to the material difficulties which bound them. 
Meanwhile as spiritual values are indispensable to man as 
much as material values, and as indestructibles they per- 
sisted nevertheless even though they enveloped themselves 
in the frail poetry of old things nostalgic. Thus can we 
understand without being shocked the repetitions and 
imitations of Europe that incumbers the new continent. 
To no longer find the soul that lit them is no cause for 
astonishment. The mysterious artisans that made them 
flower, died in Europe without heirs. Those who came 



here did not know the spiritual secrets. They were con- 
tent to reproduce the form without preoccupying them- 
selves with the profound reasons that had impregnated it. 

Coining from Europe the eyes of Americans turn con- 
stantly toward Europe. Europeans first of all, the Amer- 
icans have before all else the cult of Europe. Their rea- 
son for being is to have attempted a European fusion out- 
side of Europe and to have desired to organize a homo- 
geneous ensemble with the elements in appearance hetero- 
geneous of the old world. Contemporary American Art 
illustrates perfectly the truth of this. If it is impersonal, 
it is its force. If it is made of all the new impulses of 
Europe, in this it does but obey the law. Why should we 
undervalue this? To consider it only in its particular 
weakness, we risk the danger of never understanding it. 
We risk above all not understanding the development of 
mankind. 

Contemporary American art will never possess the par- 
ticularities of European art. I insist it has not sprung 
from American ground, it is not the spirit of man that 
shaped himself there, it has not known the suffering of a 
kernel of humanity in its childhood. Never has a religious 
wave lifted it toward the heavens, but it adapts itself to 
all the variations of art development across the sea. It 
reflects all the tendencies, all the schools, all the shadings ; 
it mixes everything, it utilizes and it is precisely its 
strength, this leap headforemost into the impersonal. 

While the European obstinates himself in individual- 
ism, while each artist of Europe is preoccupied in defence 
of his solitude continually inventing new credos, the Amer- 
ican artist contents himself with the art movements of 
Europe to regulate his own movement. The European 
art does not yet possess a unique spiritual truth to bloom 
anew, it supports itself in the belief that there are as 
many truths as there are individuals. American art pos- 
sesses already a unique spiritual truth, although this is 
debatable. It exalts itself by its faith in European art. 



This illusion sustains a universal idea, and American Art 
is a generalization. 

At this moment the same men who reproduced the ca- 
thedrals and the Italian and French chateaux are now 
those who give to their work aspects of European modern 
art. 

In Europe art is losing itself in individualism. In 
America it is lacking in soul. But let us beware in con- 
demning one or the other. Whenever a collective body at- 
tains a high plain where a soul stands revealed, it is this 
Soul, this conscience, that creates its chrysalis by its meta- 
morphosis, chrysalis of the work of art that the suffering 
conscience has conceived. 

But a unique conscience desires a unique chrysalis and 
not fragments of individual conscience desperately trying 
to form individual chrysalises. 

To take the appearance of a chrysalis is to ignore that 
a soul dwells within. But before the thousands of chrys- 
alises to try to reconcile all is at least a conscience in for- 
mation. It is a presentiment of the law in spite of the 
physical value which predominates over the spiritual value. 

We can say that in Europe there is more originality 
than in America. It is a manifestation of cause and effect. 
But it is the very weakness of European art. Every work 
of art desires to be original a priori, starting independ- 
ently. Let us not turn towards the European past ex- 
clusively, but toward the past of mankind it its entity. 

What do we find? 

The proof, that whenever the universal conscience drew 
near its ultimate expression, there followed a great ex- 
plosion of art. Asia, Africa, Europe, bear the marvellous 
scars of these moments of spiritualization. Where the 
species crystallized itself into one sole bloc, where the in- 
dividual was the devoted servant to his faith, epochs of 
impersonal art sprang up when the human substance 
reached the divine. The artisan was impersonal and con- 
sciously dependent. Thus in discipline monumental works 



of great and lasting worth were given birth. The original- 
ity of European art is, or was, the result of their spiritual 
distress, originality that enfolds itself only on an objective 
materialism or in the play of intellectual and isolated 
speculations. 

And always in spite of the confusion materialism per- 
vades either in the arts so-called realistic or in the art 
with an esoteric formula. Could it be otherwise, art being 
the savory fruit of the tree in full growth, the fruit is 
assuredly unable to ripen on a puny tree whose sap flows 
poorly. 

The impersonality of the Americans is the result of 
their spiritual truth, Impersonality which unfolds itself on 
a value which they attribute to Europe with or without 
reason, but living only on its faith. Therefore let Europe 
disperse itself in individualism, America gathers itself in a 
mass. It is possible that to-morrow Europe forms itself 
again a whole, but to-day America has already an entity. 

To look at each isolated individual in America, to judge 
him from the European standpoint would be a grave error. 
American Art should be seen in its ensemble — m concord- 
ance not in discordance, by its inner growth not by its 
exterior appearance, and this will be the means of finding 
joy and security, to understand it and to love it notwith- 
standing its weakness. 

Art has never had as an end the material imitation 
with its manifold results and multiple compromises; art 
has always been the plastic covering of a spiritual value 
giving breath to a fraction of the whole, and to-morrow 
will be a universal spiritual value. 

Albebt Gleizes. 
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PAINTINGS 


BLUEMNER, OSCAR 

1. A River. 

2. Evening. 

3. Canal. 

4. Aspiration. 




BOUCHE, LOUIS G. 

5. Physical Culture. 

6. Drawing. 

7. Etching. 




BRANCHARD, EMILE. 

8. Moonlight. 

9. Desolation. 

10. White Rocks. 

11. Stony Shore. 

12. Evening. 




BURLIN, PAUL. 

13. Landscape. 

14. Rocks. 

15. Rocks. 

16. Figure. 

17. Horses. (Drawing) 

18. Reclining Figure. 


(Drawing) 



CONVERSE, LILY. 

19. Mountain in New Mexico. 

20. The Riders. 
20a. A Darky Eve. 

DASBURG, ANDREW. 

21. Landscape. 

22. Nude. 

FRIEDMAN, ARNOLD. 

23. The Viaduct. 

24. The Peak. 

25. Skyscrapers. 



GLEIZES, ALBERT. 

26. Jeune Fille. 

27. Le Palmier. 

LESPINASSE, HERBERT. 

28. Marintine Recollections. 

29. Marintine Recollections 

30. Marintine Recollections. 

31. Marintine Recollections. 

32. Marintine Recollections. 

33. Marintine Recollections. 

MARIN, JOHN. 

31. Landscape. (Massachusetts) 

35. Landscape. (Massachusetts) 

36. Landscape. (Massachusetts) 

37. Landscape. (Massachusetts) 

METZINGER, JEAN. 

38. Landscape. 

OF, GEORGE F. 

39. Landscape. (Watercolor) 

40. Landscape. (Watercolor) 
•11. Landscape. (Watercolor) 

ROCHE, JULIETTE. 

42. Still Life. 

43. Decorative Panel. 

SHEELER, CHARLES. 

44. Flower Piece. 

45. Barn. 

STELLA, JOSEPH. 

46. Pittsburgh. (Glass) 

47. American Landscape. 

48. Serenade. 

49. Sonata Rusticana. 

50. Prier d'un Enfant. 

51. Le Chant du Rossignol. 



STERNE, MAURICE. 

52. Juan Concio. 

53. Taos Indian. 

54. Study of Pueblo Indian. 

55. Study of Pueblo Indian. 

(Lent by Miss May Schieffer) 

56. Children of Elizabeth Duncan School. (Drawing) 

57. Children of Elizabeth Duncan School. (Drawing) 

TOFEL, JENNINGS. 

58. Portrait. 

59. Bathers. 

60. Sunrise. 

61. Salome. (Drawing) 

62. Sage. (Drawing) 

WALKOWITZ, ABRAHAM. 

63. Isadora Duncan. 

64. Study of Isadora Duncan and Her Pupils. 

65. Study of Isadora Duncan and Her Pupils. 

66. Study of Isadora Duncan and Her Pupils. 

67. Study of Isadora Duncan and Her Pupils. 

WEBER, MAX. 

68. A Head. 

69. The Dyckman. 

70. The Song. 

71. The 'Cellist 

ZORACH, MARGUERITS. 

72. Child. 

73. Moonlight. 

74. Figures. 

ZORACH, WILLIAM. 

75. Maternity. 

76. Woodman. 

77. Still Life. 



SCULPTURES 



DIEDERICH, HUNT. 

78. Two Race Horses. 
JOHNSON, GRACE. 

79. Mountain Sheep. 

LACHAISE, GASTON. 

80. La Montagne. 

LUCIUS, FLORENCE. 

81. Eve. 

STERNE, MAURICE. 

82. Pueblo Indian. 



